This paper investigates the role of what I shall call the 'principle of alternation' (the idea that no human life is free of suffering, that the best one can expect is a mixture of good and bad fortune) in (some) ancient
inevitable element in a finite existence, an aspect of the human condition that distinguishes men from gods. 5) The Greeks are far from alone either in their reflections on the mutability of fortune and the transience of happiness or in making art out of such reflections. Thoughts of the instability of fortune, the shortness of life and the evanescence of happiness are encapsulated in many cultures' repertoires of artistic and literary forms, not just in the Near Eastern traditions that may or may not be a proximate source of influence on early
Greek poetry, but more widely. In Japanese culture (if it is not too presumptuous to venture observations on a topic on which my knowledge is regrettably limited) such thoughts are said to play a role in the intense focus on the passing of the seasons that finds expression in the celebration of both spring blossoms and autumn leaves. They similarly find expression in the visual arts. Wabi and sabi are, I gather, Japanese terms for an indefinable complex of philosophical and aesthetic ideals centred on the acceptance of impermanence (mujō) and the beauty of imperfection, incompleteness and irregularity. Wabi (poverty/simplicity), sabi (solitude) and aware (pathos/sensitivity) are (together with yūgen, depth/mystery) the four moods associated with haiku, while mono no aware, 'the pathos of things', is a sense of the exquisiteness and poignancy of the changing 5 ) In Atrahasis I (Dalley 1989: 9-15) mankind is created to free gods from toil. Cf. e.g.
Genesis 3: 17-19, where toil is God's punishment of Adam. Cf. also West 1997: 120. seasons and the subtleties of human existence, said to inform not only short poems, but also longer narratives from the eleventh-century Tale of
Genji to the films of Ozu Yasujiro. 6) One such narrative, Heike monogatari (The Tale of the Heike, dating from the thirteenth-fourteenth centuries), begins with what the eighteenth-century scholar and poet, Motoori
Norinaga, identified as a classic example of mono no aware:
The sound of the Gion Shōja bells echoes the impermanence of all things; the color of the sāla flowers reveals the truth that the prosperous must decline. The proud do not endure, they are like a dream on a spring night; the mighty fall at last, they are as dust before the wind. 7)
According to Helen Craig McCullough, 'it is the melancholy preoccupation with transitoriness, or "awareness of mutability" (mujōkan) that gives Heike monogatari its distinctive tone '. 8) 6 ) For the terms, see Colombetti 2009: 19 . For mono no aware, in particular, see Motoori Norinaga, 'On mono no aware ', in Marra 2007: 184-5 : Now, with regard to the difference between knowing mono no aware and not knowing it, I would say that to know mono no aware is to be stirred by the view of the wonderful cherry blossoms, or of the bright moon while facing it. One's feelings are stirred up because he understands, deep in his heart, the moving power of the moon and the blossoms. The heart that is ignorant of this moving power will never be stirred, no matter how wonderful the blossoms are and how clear the moon is in front of him. In other words, this is what I mean by the phrase, 'not knowing mono no aware'. The concept of mono no aware was the focus of a splendid and extensive exhibition at the Suntory Museum of Art, Tokyo, 17 April-16 June 2013: see Ishida, Sasaki and Shibahashi 2013 . On the reiteration of this central theme throughout the narrative, the ways in which it affects the structure of the narrative itself, the norms that it articulates and the emotions that it is designed to evoke, cf. McCullough 1988: 456-7, 463-4, 467-75; cf. Kawashima 2000: 5 ( and passim on similarities and differences between Heike and the Iliad in their attitudes to fate and death). The similarity between the expression of mujōkan in the Heike Despite what are in some ways rather striking similarities, my claim is not that these Japanese notions, and the affective attitudes with which they are associated, are exactly or even very like the principle of alternation in
Greek. But their labelling, their currency and their expression in language, symbol and art (both verbal and visual) represents a comparable phenomenon, namely the way that the condensation of such complexes of thought and feeling in typical and traditional forms makes a particular ethical or emotional perspective tangible, tractable and transferable. 9)
These recurrent forms capture important aspects of a culture's emotional and normative repertoire in a way that allows them to be reconstituted and applied in the mind of each recipient or audience member. The encapsulation of traditional norms, with their associated ways of feeling, in a traditional artistic form encourages a symbiotic replication both of the form and of the response that it evokes; it helps define the repertoire of both artists and audience.
A particularly striking example of the systematisation of the relations between artistic form, emotional expression and the emotional response of the audience is apparent in the classical Indian performance tradition's concept of rasa. 10) The stylised performance of specific gestures and movements executes the emotional scripts embodied in the work of art and elicits the rasa (roughly 'relish'; more literally something like 'juice') that is the spectator's emotional pleasure in the performance. The relation between performed emotion (sthayi bhava) and rasa is highly codified. As
Richard Schechner explains:
In the rasic system, there are 'artistically performed emotions' which prologue and Achilles' parable of the jars is noted by Mori 1997: 79-80 . See also Yamagata 1993 Yamagata : 7-9, 2011 10) On rasa theory, see Schechner 2001; Schwartz 2004; Oatley 2011 Oatley : 120-4, 2012 cf. Dutton 2009: 122. This persuasive, rhetorical use of the parable of the jars is linked to its exemplary force: the image of the jars specifies conditions that apply to all, but these general conditions are emphasised by paradigmatic application.
Priam wants to stress the similarity but also the difference between himself and Peleus; Achilles uses his knowledge of his own fate to restate the similarity and present his own father as an exemplum; he uses the further narrative is highlighted by the use of the exemplary mode in the narrative.
The Iliad employs this mode at some of its most crucial junctures; such passages underline the exemplary force of the poem itself. 23) At this crucial point, looking back on the two narrative strands ('Troy'
and 'Achilles') that have now converged, the Iliad is saying something important about its own aesthetics -about its reception, its ethos and its plot. The effect of the encounter on its participants, and in particular the mainly with the ruin (atē) that is the consequence of the hybris (the overvaluation of oneself that entails the failure, by commission or omission, to value others) that is prevalent in those who pursue wealth and prosperity by improper means; but it also features prominently (at lines 63-70) a series of gnōmai on the apparently arbitrary alternation of good and bad fortune. Similarly, the theme of atē, as both delusion and disaster, runs through Sophocles' Antigone, 28) where the final verdict, accepted by all, is that Creon is very much the agent of his own misfortune; he has, as the interesting. In eschewing a purely descriptive model, Aristotle obviously has his own agenda, but this is an agenda that in both the Ethics and the In Herodotus, for example, the principle of alternation operates at the individual level, but also at that of the rise and fall of great powers. 47) Both are linked in the reflexions of 1. 5. 4, 48) where Herodotus justifies his intention to treat the affairs of both great and small communities alike (1. 5.
3, ὁμοίως μικρὰ καὶ μεγάλα ἄστεα ἀνθρώπων ἐπεξιών) by observing:
τὰ γὰρ τὸ πάλαι μεγάλα ἦν, τὰ πολλὰ αὐτῶν σμικρὰ γέγονε· τὰ δὲ ἐπ' ἐμέο ἦν μεγάλα, πρότερον ἦν σμικρά. τὴν ἀνθρωπηίην ὦν ἐπιστάμενος εὐδαιμονίην οὐδαμὰ ἐν τὠυτῷ μένουσαν, ἐπιμνήσομαι ἀμφοτέρων ὁμοίως.
For those that we great in the past have for the most part become small; and those that were great in my time were small in the past.
Therefore, since I know that human eudaimonia never remains in the same place, I shall make mention of both alike.
The historian then proceeds immediately (1. (Cornford 1907: 188-220) , where the sequence of cause and effect, from exaggerated expectations and ambitions (6. 6. 1, 6. 8. 2-3, 6. 24. 2, 6. 31), despite Nicias' warnings (6. 9-14) and the initial setback of the mutilation of the herms (6. 27-9), to disastrous failure (7. 75, 7. 84. 2-85. 1, 7. 86. 2, 7. 87. 5-6), at least makes room for the reflections on tychē and divine phthonos (jealousy) attributed to Nicias (7. 77. 2-4), and may well prompt similar thoughts in at least some of the historian's readers, perhaps especially given the historian's own verdict on the gulf between Nicias' dystychia (ill-fortune) and his deserts, 7. 86. 5 (the negation historiography. 52) For the purposes of this discussion, however, I propose to end with just one more example, one that that both draws on the historiographical tradition and attests the continued prominence of the Iliadic prototype of the principle of alternation many centuries after it was of the eutychia with which he is credited at 5. 16. 1, 6. 17. 1), echoing Nicias' own at 7. 77. 2, and the contrasts he draws between aims and outcome at 7. 75. 6-7 and between the glory of the victors and the dystychia of the defeated at 7. 87. 5; possibly also, as Cornford famously argued (1907: 174-87, esp. 185) , in the juxtaposition of the Melian Dialogue and the Sicilian Expedition as illustration of the inevitable results of blind over-confidence. See further Macleod 1983: 140-58; Connor 1984: 161-8, 187-8, 198-209; Stahl 2003: 180-222; Hau 2007: 55, 66-8, 111-12, 168-75, 206- Cf. Russell 1973: 100; Desideri 1989 Desideri : 199-204, 212-15, 1992 Duff 1999: 34-6, 50, 53-4; Lamberton 2001: 72-4; Zadorojnyi 2010: 169-73 Cf. Geiger 1981 : 103 = 1995 57) See Walbank 1957-79: iii. 378; Geiger 1981 Geiger : 102-3 = 1995 Swain 1989b: 317, 324-7; Tatum 2010: 453- 59) As indeed it structures, in ways that I explore in Cairns 2014, the paired Lives of Aemilius and Timoleon as an integrated work of art. Cf. Geiger 1981 : 103-4 = 1995 Swain 1989b: 314, 327-9; Tatum 2010: 449-50. success. The triumph itself is narrated as a climactic tricolon: 60) its first day occupies chapter 32. 4, the second chapter 32. 5-9 and the third chapters 62) Plut. certainly seems to believe in the phenomenon to which this passage refers, but his subsequent references to Tyche and her nemesis present it in a traditional idiom to whose implications he presumably does not subscribe (Swain 1989a: 300) . At Mar. 23. 1 the force which leaves no great success akratos and katharos is indifferently 'tychē, nemesis or the necessary nature of affairs' (ἡ πλὴν εἴ τι δαιμόνιον ἄρα τῶν μεγάλων καὶ ὑπερόγκων εἴληχεν εὐτυχιῶν ἀπαρύτειν καὶ μειγνύναι τὸν ἀνθρώπινον βίον, ὅπως μηδενὶ κακῶν ἄκρατος εἴη καὶ καθαρός …
Unless it is true that some divine force has been allotted the task of detracting from exceedingly great good fortune and of making a The result was that there was no Roman unaffected by his suffering; rather, they all shuddered at the cruelty of Tyche, as she felt no compunction at bringing such great grief into a house that was full of admiration, joy and sacrifices, or at mixing up laments and tears with paeans of victory and triumphs. 63) δὲ μηθὲν ἐῶσα τῶν μεγάλων εὐτυχημάτων ἄκρατον εἰς ἡδονὴν καὶ καθαρόν, ἀλλὰ μείξει κακῶν καὶ ἀγαθῶν ποικίλλουσα τὸν ἀνθρώπινον βίον, ἢ τύχη τις ἢ νέμεσις ἢ πραγμάτων ἀναγκαία φύσις …). Plut.'s use of traditional forms of expression in such passages shows how easily notions of mutability, fate and the begrudgery of divine agents can blend into one another. On nemesis' shift from 'righteous indignation' in Homer to something more like phthonos in later authors, see Konstan 2003. 63) Cf. the reversal (within single hour) in the fortunes of the cities and people of Epirus, with the result that φρῖξαι δὲ πάντας ἀνθρώπους τὸ τοῦ πολέμου τέλος, εἰς μικρὸν οὕτω τὸ καθ' ἕκαστον λῆμμα καὶ κέρδος ἔθνους ὅλου κατακερματισθέντος ('all men shuddered at the outcome of the war, that a whole nation could be chopped up and shared out with so little profit or gain for each individual', 29.
Aemilius agrees, and gives a speech in which he reflects that, in this case, this universal rule applies only to his own fortunes and not to those of the Roman state (36. 3-9) . This speech is the longest of three that Aemilius makes on the same subject, and it contains several themes that occur in earlier passages of the Life and play a significant role in the structure of the narrative. First, Aemilius notes that, although his campaign against Perseus had been attended by good fortune from start to finish, he himself had never taken this for granted, but had always been afraid of some Αἰμιλίῳ μὲν οὖν τὴν τοῦ κατορθώματος νέμεσιν εἰς ἕτερον ἡ Tύχη καιρὸν ὑπερβαλλομένη, τότε παντελῆ τὴν ἡδονὴν ἀπεδίδου τῆς νίκης.
So Tyche deferred her nemesis at Aemilius' success for another occasion, and for the moment gave him back in its entirety his pleasure in his victory. This is not just the general idea that good fortune is inherently unstable and that vicissitude is inevitable, 69) an idea that might simply be regarded as the common currency of Greek popular thought. Rather, the notion is explicitly presented in thoroughly Iliadic terms. 70) The climax of the Life's narrative, the reversal which occurs at the height of Aemilius' success, 67) 12. 3-6, 12. 12, 19. 4-6, 23. 1-24. 1, 26. 4-12, 27. 4-5, 33. 6-8, 37 . 2. For Perseus as a foil, cf. Swain 1989b: 325. On the presentation of Perseus, see further Scuderi 2004-5. 68) 17. 3-4, 17. 10-13, 27. 1-6. 69) On the mutability of fortune in the Lives in general, see Russell 1973: 115; Duff 1999: 41-2; Pelling 1986 Pelling : 93-5 = 2002 70) On Homeric (and tragic) patterns in the Lives, see Mossman 1988 Mossman /1995 Zadorojniy 1997; D'Ippolito, 2004; cf. n . At a very general level, we may even be dealing with a narrative universal, in so far as 'the narrative mode … deals in human or human-like intention and action and the vicissitudes and consequences that mark their course' (Bruner 1986: 13; cf. Bruner 1986: 16-18, 88; Oatley 2012: 23, 45, 191) . 76) Cf. 3. 3: Aemilius' augurship is not just a step on the cursus honorum, but manifests a genuine, quasi-philosophical religiosity. As Swain notes (1989b: 316) Aemilius' 'unusual and Hellenic sounding education (2. 6), which Plutarch has probably fabricated, prefigures his philhellenism (28) and moral courage ( Central to Plutarch's narrative in Aemilius is the Iliadic and archaic idea that good fortune is a fragile thing, because suffering is intrinsic to the human condition, whether one is good or bad, careful or reckless, great or insignificant. These are traditional ideas about the nature of happiness that bring with them traditional ways of feeling, traditional ways of responding to the texts that embody these ways of feeling, texts that exemplify traditional values by associating them with exemplary narratives of the lives of exemplary figures. The Greekness of the Life of Aemilius Paullus lies not only in the way that its narrative structure, its exemplary moral purpose and its intellectual and emotional content are all inextricably linked, but also in the way that, like other texts that engage with the same ideas, it returns explicitly to the source of these narrative and cultural models in the most seminal and authoritative works of Greek literature. 78)
The principle of alternation is not unique as traditional wisdom or as narrative theme, nor is the tradition that recurs to that principle uniquely
Greek in intellectual, affective or aesthetic terms. Yet the principle has, for the Greeks themselves, a special place in Greek culture. It is a normative pattern to which Greek artists and audiences repeatedly turn as a means of making sense of and giving form to experience. This they do in forms as 77) For Rome's philhellenism as a factor in her providential rise to dominance, see Flam. 12. 1-10, with Swain 1989a: 293.
78) On the importance in Plutarch's biographical project of the characteristic norms and paradigms of traditional Greek thought, cf. Desideri 1992: 4481-6.
minimal as a single gnōmē and as extensive as the Iliad, but at either end of the spectrum the principle of alternation is a pattern that cries out for exemplification in narratives of the doings and sufferings of specific individuals. The tendency to encapsulate the pattern of vicissitude, with its attendant normative and emotional associations, in traditional narratives of an exemplary character is a salient and typical feature of the
Greek literary tradition, found in some of its most authoritative and influential manifestations. It is thus an interesting example of the ways in which the shared and social aspects of traditional literary genres play a constitutive role in the ways that a culture represents to itself its models of mind, morality and emotion.
Abstract
This discussion starts from the encounter between Achilles and Priam in Iliad 24, and especially Achilles' remarks on the jars of Zeus ( 
